can say that if people admire Pir Sultan and use that mahlas, and Pir Sultan earned that person's love, and that person follows Pir Sultan, then the song can be accepted as Pir Sultan's. 13 The earliest appearance of texts attributed to Pir Sultan can be found in the Menâkıbu'lEsrar Behcetü'l-Ahrâr 14 composed by Bisâtî in the late sixteenth century (Bisâtî 2003) . 15 Early manuscript copies of the Menâkıb, at least according to that consulted by Gölpınarlı (Gölpınarlı and Boratav 1943) , appear to already include lyrics with different forms for the mahlas: that is, both "Pir Sultan" and "Pir Sultan Abdal." 16 The persona of Pir Sultan Abdal has motivated a vast literary and dramatic output. This includes the numerous collections of poems, novelistic treatments such as those by Orhan Ural (1990) and Battal Pehlivan (1993) , poetic treatments by Zeki Büyüktanır (1998) and Mehmet Başaran (2002) , and dramatic treatments, notably Erol Toy's 1969 play and the 1973 feature film by Remzi Jöntürk starring Fikret Hakan based on the legend as told by the Divriği aşık Mahmut Erdal (1999:37) .
The (Re-)Construction of Historical Identity
Despite the fact that there are no known contemporary documents that definitely identify him, there is no compelling reason to doubt the existence of a historical identity behind the persona of Pir Sultan Abdal who lived in the sixteenth century. We know, for example, of Shah Ismail, the first Safavid Shah of Iran, as a historical identity who also composed lyric poetry in Turkish and that deyiş attributed to him with the mahlas "Hatayi" have been maintained in Alevi oral tradition. 17 Further, there is no tradition of inventing the composers of deyiş among the Alevi. The importance and authority attributed to the aşıklar as the composers and transmitters of Alevi ritual culture argues against such possiblity.
Most published editions concerned with Pir Sultan address, in greater or lesser detail and conviction, the issue of his historical location. 18 The attempts to locate the historical identity are necessarily based, in large part, on finding plausible connections between known historical circumstances and the content of his songs, along with a concordance of his putative life with the historical record and scraps of group biographical data-suggestive of, if not strictly, a prosopographical approach. Specifically, this comes down to two fundamental contentions: that Pir Sultan was involved in rebellious activity against the Ottoman authorities (in support of the Safavid Shah) when such activity was fervent during the sixteenth century; and that he was executed by an Ottoman governor called, according to legend, Hızır Paşa. To this account might be added the documentary evidence of the Menâkıbu'l-Esrar Behcetü'l-Ahrâr in which, in early seventeenth-century manuscripts, we have the first record of lyric works attributed to Pir Sultan. Since the other poets included in this buyruk, such as Hatâyi (Shah Ismail), Nesimi, and Kaygusuz Abdal, are among the major Alevi-Bektaşi poets, it would seem that Pir Sultan's name and reputation was sufficiently established by this time to be included among such company.
It is not within the scope of this essay to go into the arguments for or against any particular dating in detail. However, it should be emphasized that there is a persistent interest among scholars in locating Pir Sultan Abdal in a time and circumstance that reflects a desire to reach a historicist interpretation of the persona. This is focused on establishing the date of his death (from which his approximate period of birth and the years he was active may also then be deduced) and the likely uprising or insurgent activities in which he may have participated. Other speculations arise from situating the historical person, such as his possible travels, particularly to the Balkans 19 and Iran.
An evocative record of the times in which the historical Pir Sultan Abdal lived is found in the mühimme defterleri (records of significant issues), which chronicle the orders sent from the Ottoman Divan to local authorities (sancak bey-s, beylerbeyi-s) to deal with insurgent activities. These records commence in the mid-sixteenth century, and a number of the records for the later part of the century are orders that deal with insurgent pro-Safavid kızılbaş activity. Such records are often brief and tantalizing, opening the door, if only fleetingly, to such activity in Anatolia. 20 Not surprisingly, some scholars have identified possible connections with Pir Sultan Abdal in the mühimme defterleri. Though there is no specific mention of Pir Sultan, Saim Savaş (2002) suggests a certain Şeyh Haydar as a possible historical Pir Sultan Abdal, noting the fact that Pir Sultan's real name-according to tradition and the evidence of some poems-was Haydar. Şeyh Haydar appeared in 1585 in a village near Amasya, apparently after a long absence, claiming to have been with the (Safavid) Shah and to have raised 40,000 men from the region for his cause. Şeyh Haydar was captured by Ahmet Çavuş and imprisoned in Çorum (Savaş 2002 and Imber 1979) .
Others have suggested the activities of the so-called "False Ismail" as a plausible fifth column movement with which Pir Sultan Abdal may have been associated. This "False Ismail" (düzmece or sahte Şah İsmail) suddenly appears in the mühimme defterleri in the middle of 1578 and disappears equally mysteriously around January 1579. "False Ismail" claimed to be Shah Ismail; he attracted a large following particularly in the Bozok (Yozgat) region and may have been acting independently or as an agent of the Safavids. The "False Ismail" episode does give a plausible picture of the sort of activity that Pir Sultan Abdal may well have been involved with or sympathetic to, though we cannot say for certain that he was. Pir Sultan is not mentioned by name in relation to the "False Ismail" events, though one notable follower (halife), Yunus, is indeed identified by name (Imber 1979:251-54) . The absence of any mention of Pir Sultan from the mühimme defterleri may lend support to an earlier dating of his period of activity, especially during the time of or shortly after the Kalendar Şah revolt in the late 1520s. 21 A more remarkable assertion is that of Erdoğan Çınar (2007) , who suggests Constantine Silvanus (the seventh-century Paulician) as the source of the Pir Sultan Abdal identity. 22 The lack of any contemporary documents to identify the historical Pir Sultan behind the persona leaves open the possibility of all manner of speculation upon improbable identities. The name Pir Sultan Abdal is in fact a quite generic appellation, if particularly exalted. Pir carries the meaning of a patron saint or the founder and leader of a tarikat (dervish order) or, more simply, a spiritual leader. 23 The designation of Sultan connotes a person of high standing within the Alevi-Bektaşi yol (path) or tarikat. The basic meaning of Abdal is "dervish," but it may also refer specifically to one belonging to one of the "mystical anarchist" antinomian groups active in sixteenth-century Anatolia (Karamustafa 1993) , the Rum Abdallar (Abdals of Anatolia). 24 John Kingley Birge (1994:251) also notes a formal mystical meaning in respect to abdal, connoting the ability to change from a physical state to a spiritual state. It is, then, perhaps not so remarkable that one encounters references in the historical record to other shadowy "Pir Sultans." It is more remarkable that they are indeed elusive, and it is all the more tempting because of their scarcity to look for some connection to the Pir Sultan Abdal of legend no matter how tenuous. For example, is there anything to be learned from the evidence of Mustawfi, a fourteenth-century source, who mentions a certain Pir Sultan as being the son of the Ilkhanid Rashid al-Din, the Persian historian and the brother of the vezir Ghiyath al-Din who, along with his brother, was executed in 1336 (Morton 1999) ? 25 An even more remote possibility is a mysterious saint in Baluchistan called Pir Sultan who is reported as providing holy protection and is said to have rendered innocuous all the snakes in the area (Tate 1909:46) , also giving his name to the great mountain Kuh-i-Sultan that is claimed to have engulfed the saint when he died (19).
The Mahlas Convention and the Social Maintenance of Persona
A striking aspect of the Alevi-Bektaşi deyiş-and perhaps most readily dismissed or overlooked because of its ubiquity within the form-is the use of the self-naming convention, mahlas, 26 in which the poet ostensibly identifies himself (or herself) within the final, signature verse. While it could not be considered a widespread convention in other poetic traditions, selfnaming is common in Persian and Ottoman lyric poetry (Losensky 1998; Andrews 1985) and, in a less pervasive manner, in the troubadour poetry of twelfth-century Provence-for example in the poetry of Marcabru (Kimmelman 1999 )-and in the French lyrics of the twelfth-and thirteenth-century trouvères such as Gace Brulé and Blondel de Nesle (Rosenberg 2004) . 27 The latter are courtly traditions displaying a stylized self-conscious sensibility in which it is possible to detect the overt self-promotion of the artist or even a nascent modern literary persona (Kimmelman 1999) . Samuel N. Rosenberg (2004:57-58) places the introduction of the poet's signature in the lyrics of Gace Brulé in the context of the prosodic and semantic function of closure and summation of the envoi, suggesting that it also marks the limit of the performer's assumption of the poem's first person voice and a rupture of the fusion of poetic persona and performer; and, in the case of Blondel de Nesle, a notable insistence on self-naming that suggests self-centeredness (66). Walter G. Andrews (1985:170) , referring to Ottoman lyric song, is right to discourage a simple dismissal of a practice that is so common and suggests that the tahallus 28 (mahlas) is a "forceful reminder of the dramatic situation" that may include self-praise and an assertion of competitive superiority by the poet. While Andrews (2002:36) proposes that "we will never really understand the Ottoman poetry of the elites until we understand the Ottoman poetry of the masses and the reverse," 29 I would add that the ubiquity of the mahlas/tahallus in both these poetic traditions suggests this device as a focus for comparative study particularly in regard to its function in the respective traditions. 30
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In the oral tradition of Alevi lyric song it is through the social function of maintaining a community of associative personas that the persistence and strength of the mahlas may, with further research, be revealed more deeply. 31 In the oral tradition this self-naming convention takes on a more socially faceted and ambiguous function rather than a mere convention, rhetorical self-reference, or residual technical device, 32 and more subtle than the self-promotion of poetic prowess. While the mahlas may indeed be seen as essentially a signing device used to assert the authorship or attribution of the poem, when this strategy is perpetuated in the communal expressive context of the oral tradition it is invested with both the potential to function as the assertion of transmitted and remembered authority and the potential for the creative and interpretive possibility offered by the expressive ambiguities of orally transmitted personas. It is my assertion that the mahlas is in fact an indispensable and perhaps even determining factor in the function, persistence, and nature of this poetic, mystical song tradition through its referencing, regeneration, and re-interpretation of the expressive authorities of that tradition.
It is clear that the mahlas can be an ambiguous or malleable device and deyişler attributed to one poet on the basis of the mahlas may also be attributed to another by changing the mahlas. However, this should not be understood to be a matter of whim or mischief. Some deyiş may be able to be attributed to either Pir Sultan Abdal or Şah Hatayi, 33 for example, since they emerge from a common milieu. And certainly it is possible for later compositions to be attributed to earlier poets because they were composed deliberately with the perceived understanding of the earlier poets' works or they suit received poetic identities. It is the involvement of the tradition-that is, those who maintain and construct the tradition-that affirms and creatively develops the poetic identity. The conventional use of the mahlas, combined with the themes and concerns of the text (particularly in respect to ritual and belief, authoritative figures, and identity) thus maintains these personas in a social context. For this reason (though there are certainly others), the attempts to specifically identify multiple identities for Pir Sultan, the notion of the so-called "Pir Sultan Abdallar" ("Pir Sultan Abdals"), as well as distinguishing them in large part by the form of the mahlas, seem ultimately unnecessary and unsupportable. The highly respected Sivas folklorist İbrahim Aslanoğlu (1920-95) is the most influential in respect to associating specific lyrics (with specific mahlas forms) with distinct authorial identities. His identification of six distinct Pir Sultan Abdals 34 (Aslanoğlu 1984) is attractive in its neatness and certainly influential, being adopted by scholars such as Asım
Bezirci 35 (d. 1993 ) and others since. Aslanoğlu's work is serious, worthy, and surely valuable if for no other reason than to demonstrate the unsustainability of the conclusion, as other scholars have shown. 36 Whether there are six or more contributors to the canon of Pir Sultan Abdal deyiş is not the critical point, since whatever the identities of the poets who contributed to the canon, within the tradition in which these songs have been maintained the identity of Pir Sultan Abdal continues to be perceived as a single persona. Even the scholars and anthologists who support the concept of multiple Pir Sultans seem reluctant to fully commit to their assertion and so deconstruct the persona, continuing to include in their collections deyiş under the various forms of the mahlas.
The mahlas remains an aspect of Turkish folk literature that has received little detailed and analytical attention 37 even though it is the basis upon which the prolific collection and anthologizing of Turkish folk poetry (halk şiirleri) is conducted and remains fundamental to the understanding of the poetic identity at the center of such collections. Although it is beyond the scope of this paper to consider the mahlas in detail, my purpose is, in part, to highlight the mahlas in the Alevi lyric tradition as a convention that, rather than being lightly dismissed, requires and will reward greater scholarly attention.
The Legend of Pir Sultan Abdal
The legendary story of Pir Sultan Abdal is understood from songs that are part of the Pir Sultan Abdal tradition as well as from folk legends, the latter collected particularly from the Sivas region. The following gives an outline of the essentials of the story. 38 TURKISH ALEVI LYRIC SONG 199 35 Bezirci was one of the victims killed at the Madımak Otel in the 1993 Sivas riots.
36 See Avcı 2004:163ff. for a detailed response to the "Pir Sultan Abdallar" assertion. 37 The attention that has been given to the mahlas in Turkey has focused overwhelmingly on Ottoman elite literary tradition and cataloging of names; see Yılıdırım 2006 , Semih 1993 , and Çalık 1999 . Works that have considered the mahlas in popular tradition include Elçin 1997 and D. Kaya 1998. 38 The story is recounted in most of the books devoted to Pir Sultan and even expanded into novel form in Pehlivan 1993 and Ural 1990. For simplicity, the version given here largely follows Fuat 1999 and Öztelli 1971 . Pertev Naili Boratav draws on his valuable field research undertaken in 1939 in the Sivas region, including in Banaz for the best documented account of the folk legend (Gölpınarlı and Boratav 1943) One day when the seven-year-old Haydar was pasturing his father's sheep near Yildiz Dağ he fell asleep and began to dream. In his dream he saw a white-bearded old man holding liquor (içki) in one hand and an apple in the other. Haydar first took the liquor and drank; then, after taking the apple and seeing that the palm of the old man's hand was a gleaming green, he understood that this man before him was Hacı Bektaş Veli. In the dream Hacı Bektaş Veli gave Haydar the name Pir Sultan. Thus he found himself among the erenler, "those on the path seeking truth," playing and singing his poems with the name Pir Sultan, and his fame became widespread.
Some time later, in the village of Sofular, located between Sivas and Hafik, there lived a certain Hızır who, hearing of Pir Sultan's fame, ventured to Banaz. Hızır spent seven years with Pir Sultan (for some time as his mürid, or disciple); then one day he came to the Pir asking for his favor and advice as to what post (makam) he should eventually assume. Pir Sultan predicts that Hızır would become a great man (paşa) who would one day return to hang him.
In due course Hızır goes to Istanbul and with Pir Sultan's support he continues there and becomes a paşa. Finally he becomes the Vezir (governor) of Sivas, where he gains a reputation for suppressing the poor, eating unlawful food (haram), and dishonesty. At this time in Sivas there lived two judges (kadı) also known for unlawful indulgence (eating haram). Their names were Kara Kadı (Black Judge) and Sarı Kadı (Yellow Judge). Pir Sultan gives the same names, karakadı and sarıkadı, to his two dogs. Hearing of this action, the judges have Pir Sultan brought to Sivas for questioning, whereby Pir Sultan says to them that his dogs are better than them because unlike the judges they do not eat haram food. And to prove it, Pir Sultan challenges the judges to a test. The town's worthies (hacılar, hocalar) prepare a pot of helal (rightful) food and a pot of haram food. The judges sit down and eat of the haram food while Pir Sultan's dogs do not go near it but go straight to the helal food. The worthies declare that the good dogs prevailed over the bad judges. On this event Pir Sultan composes and sings the song beginning, "Koca başlı koca kadı" ("The fat-headed old judge").
Meanwhile a fetva (decree) is declared by the Sultan forbidding the mention of the name of the (Safavid) Shah and giving orders to kill those followers of Ali (the kızılbaş). Pir Sultan records this event in the song beginning, "Fetva vermiş koca başlı kör Müftü" ("So the dim fatheaded Mufti has passed judgment"). Pir Sultan rises to this challenge and makes it clear he will not abandon his devotion to the Shah and sings the song that starts, "Padişah katlime ferman dilese" ("If the Sultan desires an order for my murder"). As Pir Sultan begins to stir up trouble, Hızı Paşa sends for Pir Sultan and tries to treat his former şeyh (teacher) well, placing good food before him. But Pir Sultan is not swayed and tells Hızır Paşa that he (Hızır) has left the truth path (yol), eaten haram food, and stolen the inheritance of orphans. Pir Sultan says he will not eat and not even his dogs would eat, and to prove this he calls to his dogs to come from Banaz-a distance of some forty-five kilometers! Hızır Paşa becomes angry and casts Pir Sultan, his former spiritual master, into the prison at Sivas's citadel Toprakkale.
But Hızır Paşa remains uneasy and after a time he brings Pir Sultan before him again and says that if Pir Sultan will sing three songs without mentioning the Shah he will pardon him. In response, Pir Sultan does indeed sing three songs but entwines all three from beginning to end with many references to the Shah. These are the songs beginning, "Hızır Paşa bizi berdar etmeden" ("Before Hızır Paşa hangs us"), "Kul olayım kalem tutan eline" ("I am a slave to the hand holding the pen"), and "Karşıdan görünen ne güzel yayla" ("How beautiful the plateau over there appears"). Hızır Paşa is enraged by Pir Sultan's response and orders him to be hanged. And so a gallows is erected in a place in Sivas called Keçibulan.
As Pir Sultan goes to his place of execution, he sings the song that starts, "Bize de Banaz'da Pir Sultan derler" ("They call us in Banaz Pir Sultan"). Hızır Paşa orders the populace to stone Pir Sultan while he proceeds to the gallows and commands death for anyone who does not follow this order. At this time, Pir Sultan's closest friend (musahib), Ali Baba, is troubled at what to do and so he casts a rose as though it were a stone. In response to this act Pir Sultan sings the song beginning, "Şu kanlı zalimin ettiği işler" ("The works of that bloody tyrant"), 41 expressing the fact that he is wounded greatly by this dissembling act while the stones that the strangers throw do not touch him.
The next morning there is much talk in the coffeehouses of Sivas. Someone says "Hızır Paşa hanged Pir Sultan," while another counters: "Impossible, I saw him this morning on the Koçhilar road, in Seyfebeli." Another questions: "How can this be? I saw him this morning on the Malatya road, on the Kardeşler Pass." Someone replies: "You are mistaken, I saw him this morning on the Yenihan road on the Şahna Pass." To which still another says: " I saw him this morning on the Tavra Narrows." So the people get up and go to the gallows to look. There they see Pir Sultan's hırka (dervish cloak) hanging on the gallows, but he is gone. Hızır Paşa's watchmen race out after him and come to the Kızılırmak (Red River), where they see Pir Sultan who has crossed over a bridge to the far bank of the river. Noticing the watchmen, Pir Sultan calls out to the bridge to bend, which it does; it then sinks into the water so the watchmen are left on the other side. Pir Sultan then goes to the Shah in Horasan and sings the songs beginning "İptıda bir sofu Şah'a varınca" ("At first a devotee upon reaching the Shah") and "Diken arasında bir gül açıldı" ("A rose opened among the thorns"). From Horasan he goes to Ardabil where he dies and is buried. 
They hung my master in bloody Sivas
The gallows tree weeps, crying Pir Sultan
The Personal as Universal Theme
A theme that emerges from most presentations of the legend of the life of Pir Sultan Abdal is that of the intimate personal story focusing on his resilience and steadfastness in his time of travail at the hands of his persecutor and ultimately executioner, Hızır Paşa. A significant element of this story is the relationship of Pir Sultan Abdal and Hızır Paşa, since the latter was formerly a favored disciple of Pir Sultan Abdal. The story is not merely one of oppression, rebellion, and downfall-it is personal and is raised to universal understanding because of this fact. It is the act of personal betrayal by Hızır Paşa that elevates the mythology of Pir Sultan Abdal's steadfastness: "Dönen dönsün ben dönmezen yolumdan" ("Let the one who turns away, turn, but I will not turn from my path") sings Pir Sultan. This is the great betrayal of Hızır Paşa: that he had turned from the true path. Similarly, in the famous song "Şu kanlı zalimin ettiği işler," 43 it is the dissembling act of Pir Sultan Abdal's murid, Ali Baba, that is presented as the wounding betrayal. It is this inner integrity that is betrayed by Ali Baba.
Brief Notes on the Form and Subject of Pir Sultan Abdal Deyiş
The deyiş attributed to Pir Sultan Abdal are composed almost exclusively in one of two forms associated with Turkish folk verse: koşma (with eleven syllables and regular caesura in units of 6+5 or 4+4+3) and semai (with eight syllables and units of 5+3 or 4+4). Haydar Kaya (1999) in his anthology of 407 texts identifies 83 percent as being in eleven-syllable koşma form and all but two of the rest in eight-syllable semai form. The stanzas may be understood to be composed in quatrains (dörtlük) observing a rhyme scheme of a,b,a,b for the first stanza 
Felek bir iş bişirmiş diyar gel ha ic Yüz yıl calış aziş ahir sonı hiç

Şu dünya kona kondur göce göc Pîr Sultanım gecdi bir gün sabahdan
Fate cooks up something, so come here and drink
Work for a hundred years and for little in the end
Let that world come to a halt or move on I am Pir Sultan, he passed one day in the morning 46 A number of the songs attributed to Pir Sultan Abdal concern the events of his life, legend, and connection to the Safavid Shah(s). However, the thematic center of Pir Sultan's deyişler is Alevi belief (inanç), as expressed most importantly through the primacy of the Imam Ali. Kaya asserts from an analysis of 400 texts that around seventy-five percent of them refer either explicitly or covertly to Allah, Muhammad, Ali, Hüseyin, and other Alevi-Bektaşi identities (H. Kaya 1999:47, 55 Even from eternity we are given to the Shah The twelve Imams, our place of dwelling We are martyrs and Ali our commander Pir Sultan's verse is robust and expresses the esoteric and heterodox beliefs emanating from the time when Alevi-Bektaşi identity was coalescing out of the antinomian Anatolian dervish groups of the sixteenth century (Karamustafa 1993; 1994:83f) . It also reflects a response to times of social and political unrest as the Ottoman government asserted its authority in Anatolia in the face of the new threat posed by the Safavid rulers in Iran. 49 One of the most engaging aspects of Pir Sultan's verse is the manner in which he imbues these themes with references that evoke a sense of the Anatolian landscape, the real world of places, and the resonances of the seasons-a factor that plays a part in connecting his verse intimately with the people.
Bahar oldu otlar bitti güz geldi On'ki İmam'lara giden turnalar
Spring is done, the grass gone, Autumn come
The red cranes are going to the twelve imams . . . 
Abdal olup dağdan dağa dolandım
Bu yıl bu dağların karı erimez Eser bâd-ı sâbah yel bozuk bozuk Türkmen kalkıp yaylasına yürümez Yıkılmış aşiret il bozuk bozuk
The snow doesn't melt on the mountains this year
The morning breeze blows an ill wind of ruin The Turkmen no longer start out for the highlands The nomads have cleared off and the land is in ruin 50
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This lived world as expressed through the verse suggests a plausible, sound oral "chain of transmission" (Vansina 1985:29) and the strong possibility that we have an authentic voice in the deyiş of Pir Sultan. This is not to assert that this is an individual voice or authorship, but rather that the texts have been maintained and formed following these central themes with considerable authenticity and integrity through successive generations of performance.
Encounters in Music and Performance
While it is natural to focus on the texts, it is important to remember that these are the texts of songs to be performed with music. These are works to be understood in a performance context in which the performer, audience, and the poet's persona are engaged. Thus, it is the context of the performance and perception of the audience that also play a role in the expression of the poet's work. The foundational and referential context of the performance of Pir Sultan's deyiş is the Alevi cem congregation in which ritual song and dance form a central act of worship (ibadet).
What constitutes an authentic performance is elusive, since it must be expressed in terms of what defines Alevi music. This is a subject beyond the scope of this paper; however, I would suggest that any definition of Alevi music begin with an understanding of the specific Alevi musical genres associated with the cem ritual ibadet services such as semah, tevhid, duaz-ı imam, and mersiye. 51 In the broader performance context of the deyiş, it is reference to such elements that define the Alevi-ness of the music, at least for those with the knowledge or familiarity to distinguish such associations. Alevi music is essentially song-music with words-and as such the language too is a fundamental element in defining the music. As the renowned Alevi performer Arif Sağ has said, "Alevi için Aleviliğin simgesel sözleri vardı" ("for Alevis, Alevi symbolism is its words") (Poyraz 2007:165) . Words such as şah and pir, which bear specific meaning in the Alevi context, can be replaced by "dost" or "yar," 52 introducing ambiguity and dissembling such that the Alevi-ness of a song is diluted for public performances. Alevis themselves have participated in this form of dissembling. Mahmut Erdal, for example, reports that he altered a Pir Sultan Abdal text for a version of the Turna semahı to a (somewhat garbled) text from Karacaoğlan and Esirî when informed that the Pir Sultan Abdal text could not be sung on the radio (1999:136). It is this version that now forms part of the standard "repertoire." 53 Aşık Veysel's commercial recording of one of Pir Sultan's most famous songs, Kul olayım kalem tutan ellere (Şatıroğlu 2001), uses yar rather than şah and omits the mahlas verse altogether. Perhaps the reason such dissembling is readily adopted by Alevis is that the message is obscured only to the outsider, not to those who understand the immanent associations. Alevi music will be defined by context, intention, persona, and musical sound (such as the use of specific instrumental accompaniment, since it would be difficult to conceive of Alevi deyiş performed as Alevi music without the central place of the long necked lute, the bağlama 54 ). The identification and definition of Alevi music is perhaps finally completed by a further element in the performance space-that is, the audience members who understand the extratextual meanings that remain unspoken and who individually or collectively determine the degree to which they observe and acknowledge such extratextual meanings. 55 In the 1970s the songs of Pir Sultan Abdal were encountered in the public space through popular commercial recordings of artists associated with the political left, including Ruhi Su in 1972 (Su 1993) , Rahmi Saltuk in 1975 (Saltuk 1992 ), and Sadık Gürbüz in 1977 (Gürbüz 2007 , who all released long-play recordings devoted entirely to Pir Sultan. 56 Also notable was Zülfü Livaneli who recorded Alevi songs (while living in Sweden in the early 1970s), including those of Pir Sultan Abdal (Livaneli n.d.) performed in a style that adopted regional Alevi aşık tuning on the bağlama, 57 distinguishing them from the stylistically urbane performances of Su, Saltuk, and Gürbüz and pointing toward the direction that popular Alevi performers such as Arif Sağ would pursue most creatively and influentially in the 1980s. Alevi musicians also began to be heard in the 1960s and 1970s, one of the most notable being Feyzullah Çınar (1937-83) from the Divriği region who recorded deyiş from many of the Alevi master poets. In the 1970s Livaneli produced TURKISH ALEVI LYRIC SONG 207
53 Halil Atılgan's interesting study notes many of the differences between the standard performed repertoire (that is, of the Turkish national broadcasting corporation Türkiye Radyo ve Televizyon Kurumu) and the sources. He does discuss the Turna Semahı, and although he notes Mahmut Erdal as the source, he does not mention the change that Erdal asserts (Atılgan 2003:203f.) . Erdal does reproduce a facsimile notation of his version with the Pir Sultan text in his book (1999:365-70 ).
54 It is not necessary, however, to rely only on imagination to conceive Alevi deyiş performed in a manner with little or no reference to Alevi expressive culture; Pir Sultan deyiş that are performed in a style far removed from the Alevi music context can be sampled in the jazz arrangements by Senem Diyici of Ötme bülbül ötme and Beni beni (Şu kanlı zalimin ettiği işler) on her recording Takalar (Diyici 2000). 57 Livaneli writes about the profound effect on him when as a young boy visiting the Çorum region, he heard a dede playing the cura in the Alevi style and how he later sought out an instrument maker and teacher in Ankara to learn this style (2007:52f.) . While Livaneli publishes his novels and other writings under his full name Ömer Zülfür Livaneli, as a musician whose repertoire includes Alevi deyiş he omits Ömer, a name which he learned was anathema to Alevis when as a youth he introduced himself to an Alevi bağlama maker in Ankara (ibid.:54). a recording of Çınar devoted entirely to Pir Sultan Abdal deyiş entitled Pir Sultan Abdal yeryüzü şarkılar. 58 Performances of the songs since the early 1990s have seen, in one direction, the development of dramatic stylized arrangements, for example in the recordings of Yürü bre Hızır Paşa by Emre Saltık employing a traditional melody but with vocal and instrumental arrangements used to highlight the dramatic text (Pir Sultan dostları 2004; Bitmeyen türküler 1991) or the recording by Selda Bağcan (Bağcan and Kaya 1991) of Ali Çağan's purposefully composed melody for this same deyiş. 59 In another direction, there is an emphasis on and move toward performances and arrangements that adopt the more consciously intimate performance and stylistic techniques associated with Alevi ritual music such as şelpe, 60 as demonstrated in the recordings by Ulaş Özdemir (1998 ), Gani Pekşen (2007 ), and Muharrem Temiz (2008 . Interestingly, historical nostalgia is not evident in the performance of Alevi music, at least in terms of musical sound. By this statement I mean there is no attempt to interpret the songs in a style that tries to re-create the sound of sixteenth-century Anatolia, even if that were actually possible. Even when techniques associated with authentic practice that suggest an older and even worshipful style of performance are introduced-such as playing the bağlama şelpe style rather than with a plectrum or using forms of the instrument associated with ritual performance such as the dede saz-this practice has generally been in a manner that seeks to develop existing techniques creatively within acceptable bounds. Influential performers such as Arif Sağ are able to be creative and progressive in their techniques while remaining aware of, and attuned to, the defining elements of the referential performance style. 61 Such performances suggest an ambition to be progressive and an interest in achieving a broad audience, thus highlighting a contemporary engagement with and commitment to the relevance of the tradition of which the songs of Pir Sultan Abdal form a significant part.
Conclusion
We can approach an understanding of Pir Sultan Abdal through the various illuminations we draw upon and which ultimately converge to form the perceived persona. Thus we may approach Pir Sultan Abdal as illuminating the continuation of symbolic martyrdom stories; or in the light of the very personal core element of that story played out in his relationship with and 208 PAUL KOERBIN 58 Curiously, Çınar's recording is the only one of the 1970s recordings mentioned that has not been reissued on CD at the time of writing. I am grateful to Irene Markoff for noting the omission of Çınar from an earlier draft of this article. 59 Çağan has explained that his primary reason for composing the melody was so that this song could reach the people (halka ulaşması), believing that the melody should not be of a mystical type but should suit the anger of the song (Çağan 2000) . 60 A style of playing using the fingers rather than the tezene (plectrum).
61 See Markoff 1986a for a detailed analysis of Sağ's creative approach to the interpretation of traditional performance style.
demise at the hands of Hızır Paşa. We can interpret Pir Sultan through the assumption of his place as a historical identity in the volatile and formative world of sixteenth-century Anatolia, or indeed in other interpretations and speculations. The search for the historical identity, certainly, remains a tantalizing and engaging task, but it is not the critical point since the essentially unknown historical Pir Sultan cannot and does not own the persona of the tradition. The Pir Sultan Abdal persona persists on its own terms-terms asserted most tellingly in the functional possibilities of the mahlas, which is a structural convention that, while ostensibly a signature device, provides in the process of transmission over time and in the context of performance a complex, creative, ambiguous, but meaningful relationship between the persona and those with whom his songs interact. Finally, Pir Sultan Abdal persists as a persona of great vitality in the substance of the songs attributed to him and in the interest and attraction they engender for those who would assert their own position, views, creativity, or identity through the maintenance or interpretation of that persona. The version of the text from which my translation stems is the Latin script transcription by Ahmet Taşğın. I have not attempted to normalize the text to modern Turkish forms or orthography; so, for example, bilbül is not changed to bülbül nor ahşam to akşam. This text given here, which does not appear to have survived in the oral tradition but rather only in the Menâkıb manuscript and so cannot be compared with orally transmitted versions, must be understood with the awareness Andrews advises (in respect to Ottoman lyric poetry more generally) that we are often working with "an editor's version of an already interpreted transcription of a manuscript" (Andrews et al. 1997:13) . I am grateful to a reviewer of this paper for valuable critical comments on my original attempt at translating this deyiş. While I have been guided by the reviewer's comments and suggestions, the inevitable shortcomings of the translations remain in every sense my own.
64 Pir refers to a founding saint of a tarikat; or more generally a saint, sage, or master. In this lyric Pir Sultan asserts the central importance of the master-disciple (seeker) relationship intimating at the transmission of authority by expressing his humility to his master (pir) the Imam Ali in the opening verse while declaring his own exalted status in the form of his mahlas in the final line.
65 Şâh-ı Merdân is a common epithet for the Imam Ali. The translator must confront the question whether to translate such constructions. In this case I have chosen to leave Şah as the anglicized and functional "Shah" (rather than the translation of "Lord" or "Monarch") while translating the qualifying element of the izafet group that constitutes the epithet. In this context Merdan refers to the seven spiritual beings considered the guides or masters of the faithful. The epithet Şâh-ı Merdân is significant in Alevi lyric because it identifies Ali as the monarch of all spiritual guides or greatest among men, "mert insanların en büyüğü" (Öztelli 1973:16) .
66 Tâlip refers to one who seeks or strives in Alevi ritual culture and who may be understood as a follower or disciple of a specific dede lineage.
Cümle müşkillere yeter sabahdan
Enough for all hardship in the morning 
